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ABSTRACT

Agnes of God is the story of a nun (Agnes) who gets pregnant while living in a
convent. She almost dies after giving birth to a baby, who was later found dead in a garbage
can. The cast consists of three members: Agnes; Mother Miriam Ruth (Mother Superior); and
Dr. Martha Livingstone, the court appointed psychiatrist. Faith is tested as Dr. Livingstone draws
closer to uncovering the truth surrounding the conception, birth, and death of Agnes’ baby.

I performed the role of Mother Superior in the UNO production of Agnes of God. This
thesis documents my rehearsal and performance journey. It includes a rehearsal journal and an
evaluation of my performance. The play was performed in the Lab Theatre of the Performing
Arts Center on November 5 and 6; November 14 and 15; and on November 19 and 20.

Agnes of God is based on a true story.

Keywords: Mother Superior, Agnes, Pielmeier, Sacrifice, nun, Maureen Murphy
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INTRODUCTION

When I was first told that for my thesis assignment I would be to playing the role of
Mother Superior in John Pielmeier’s play Agnes of God, I was elated. I had only recently
performed the role of Sister Margaret Alexander in James Baldwin’s Amen Corner, for which I
received a New Orleans Big Easy Award Nomination for Best Actress -- an accomplishment that
I am very proud to include on my acting resume. I had also recently played the role of Friar
Peter in Shakespeare’s Measure for Measure; and was a cast member of Louisiana History Alive
-- a group of talented, well-known local actors, who dress-up as famous Louisiana characters and
interact with the public while educating them on the history and culture of Louisiana and New
Orleans. I portrayed the Venerable Sister Henriette Delille, Mother Superior and Founder of
Sisters of the Holy Family, the first African American Catholic convent. For these reasons I felt
especially driven and prepared to once again touch upon my spiritual growth and awareness as a
Christian, while testing my knowledge of religion and faith, and my skills as an actor and
performer. I began to wonder if this was God’s way of telling me that my destiny in life would
one day include religion as well as acting. To me, Agnes of God was His way of allowing me
another opportunity to showcase my ability to create, produce and present yet another religious
authority figure, who remained true to her position within the church, while featuring her
humanity and genuine sensitivity to the circumstances and conflicts of all those around her who
she impacted, and who in turn, impacted her. Over the course of the UNO production of Agnes
of God, I came to refer to my performance as, “Yet another test of my faith -- again on stage!”
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MAUREEN MURPHY

The inspiration for the play Agnes of God was based on the true story of a thirty-seven
year old nun, Maureen Murphy, who was found in a pool of blood, after giving birth to a baby on
April 27, 1976, at the Our Lady of Lourdes convent, in Brighton, New York. Murphy had been a
resident of the convent for more than 19 years before conceiving a baby boy who was initially
reported as missing, however was later found dead in a garbage can, with Murphy’s nun’s habit
stuffed down its throat. The cause of death was listed as, “Asphyxiation,” and Murphy was later
evaluated for mental and emotional stability to determine if she was fit to stand trial. Based on
the findings, the court indicated that she was. At her trial, the defense argued that Murphy was
unable to comprehend her actions, due to the excessive amount of blood that she had lost while
giving birth. Murphy was later acquitted of charges, by a Jewish judge in New York, and was
found to be “Not Guilty by Reason of Insanity”. In the play Agnes of God, author John Pielmeier
has Maureen Murphy’s character “Agnes” kill the baby by strangling it with the umbilical cord
tied around its neck. She then throws the baby in a waste paper basket.
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JOHN PEILMEIER -- The Playwright

Whenever I am cast in a play or a production, one of the first things that I do is research
the playwright to determine if there are any similarities in our background that could possibly
provide insight as to the writer’s purpose and intentions of the play. These findings may help me
to dissect and understand the text and subtext of the script, while providing clues as to why my
character acts or responds a certain way to other characters, situations, and / or events in the play.
Upon researching John Pielmeier, I found that our personal backgrounds were similar in several
ways: our strong familial influence on our religious upbringing; our childhood love for acting
and entertaining; and, the similar challenges we both faced in pursuing our MFA degrees in
theater.
In regards to our religious upbringing, the first connection that I made with Pielmeier was
that we were both raised in very fervent religious environments. Our parents and families
instilled in us very strong spiritual values. Pielmeier was raised Catholic, and I was raised
Baptist. However, because I had attended years of Catholic schooling, and had learned many of
the Catholic religious prayers and rituals, I was immediately able to identify with how and why
the incident regarding Maureen Murphy would appeal to Pielmeier, inspiring him to write Agnes
of God.

Having always revered nuns with the utmost chasteness and virtuosity, the idea of a nun
having a baby was particularly disquieting to me. The fact that Pielmeier’s character “Agnes”
kills the baby was especially daunting. After all, it was only upon receiving the role of Mother
Superior, and researching Maureen Murphy, that I had even considered the possibility of nuns
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having sex. Likewise, I imagine that Pielmeier felt the same way. Even with all of the
controversy regarding Catholic priests and the sexual assault of young boys within the Catholic
Church, I had somehow come to esteem nuns to a higher standard than priests. And the fact that
Pielmeier’s play Agnes of God, was based on true life events, made me want to delve deeper into
my character and learn more. The subject was as intriguing to me, as I am certain it was for
Pielmeier. In an interview he revealed, "I've always been fascinated by crises of faith. And I've
always been fascinated by crises with children. This is the perfect combination." (Pielmeier.)

The second way that I connected with John Pielmeier was in our childhood interests.
Like Pielmeier, I too, enjoyed acting and performing as a child, and believed that I possessed a
special talent for entertaining and learning things quickly. Pielmeier, however, also possessed an
exceptional talent for writing, and would often showcase this by writing and performing in
original plays on special occasions and whenever possible. Although his talent was apparent,
Pielmeier set his sights on becoming a movie star, and in 1966 left his small town to study drama
and speech at Catholic University of America, in Washington, D. His parents were very
supportive of his decision to pursue an acting career.

Unlike Pielmeier, I was not encouraged to pursue my acting. I was raised in a family of
educators, who encouraged me to follow a much more traditional career, such as teaching or
finance. I often wonder where my acting career would be, had I been born into a family of
musicians and artists, like the Marsalis family, or the Neville family, where my gifts and
appreciation for the arts was nurtured. Still, I must believe that just as with Pielmeier, the gifts
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that we are blessed with in our youth, will somehow manifest its way into our future if we
continue to pursue that which we were created to be, act, or do.

Finally, John Pielmeier and I share in the challenges we faced in pursuing our Master of
Fine Arts (M.F.A.) degree in acting. After completing his undergraduate degree at Catholic
University, Pielmeier decided to pursue his M.F.A. degree in theater, in the acting program at
Pennsylvania State University (Penn State). However, his application for the M.F.A. Theater
Performance Program was rejected, despite his apparent talent for acting, as evidenced in the
number of productions and roles he was requested to perform. As an alternative route to staying
in theater, Pielmeier enrolled in the nearly empty M.F.A. playwriting program at Penn State -- a
course that would eventually turn him from actor to writer. (Pielmeier, Bio Web. 2016.)
Like Pielmeier, I decided to return to school in 2013 to pursue my M.F.A. degree in
Acting, after having received my undergraduate degree several years earlier. My challenges
came after being accepted into the UNO M.F.A. Theater Program.

Unlike most of the UNO M.F.A. Theater Program participants who started with me, who
had undergraduate theater degrees, my acceptance into the UNO M.F.A. Theater Program was
based solely on my audition, my reputation as an actress in other local productions, and the fact
that my talent had been recognized by the Big Easy Theater Award Committee, with my
nomination for Best Actress. My lack of the theater etiquette and terminology would later prove
to present a particular challenge to David Hoover, the UNO M.F.A. Theater Performance
Program Director, who had personally accepted me into the program, knowing that I lacked a
theater undergraduate degree. Mr. Hoover, who taught many of the required classes for the
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program, would later tell me that I asked too many questions in class, which showed my
ignorance of theater. This, I presume, was a negative reflection on him. He would also claim
that I did not “fit in” with the program and its participants, for a number of unfounded reasons.
In a totally unexpected and devastating conversation, Mr. Hoover informed me that he was
dismissing me from the program, despite the fact that I had received A’s in most, (if not all) of
his classes, that had a very high overall GPA; had just completed the second year of the UNO
M.F.A. Theater Program -- a three year program; and that I was now in debt for thousands of
dollars. In addition to this, Mr. Hoover fired me from my graduate assistantship job, and I also
suffered the loss of my father. I mention these things to show that, like Pielmeier, my goal of
getting my Master’s degree has not easy, or drama-free. It has been a very difficult and trying
journey. Having learned of the challenges that Pielmeier faced in getting his M.F.A. degree
helped me to endure the theatrical, as well as personal challenges that I faced throughout this
production, and my experiences with the UNO M.F.A. Theater Program. I can firmly state that it
has helped me solidify my spiritual belief and commitment to God, and is a constant reminder
that although our lives may not always go as planned, we can still ultimately achieve fulfillment
by doing something we love. For me, that is acting.

Having learned of the similarities that I share with author John Pielmeier, also gave me
valuable information that I could then use in my characterization and portrayal of Mother
Superior, to connect her with the other characters in the play. Like Pielmeier and me, Mother
Superior was raised in a very devout religious environment. The shock of Agnes’ pregnancy
made her question her faith in God, and her belief in miracles and the impossible. Although her
childhood goals were not given in the script, I was able to create a backstory for Mother
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Superior, which included her once wanting to be a singer. I was able to reflect on the memories
that Mother had once had as a child (both good and bad), so that every time Mother heard Agnes
singing, it not only reminded her of her guardian angel, but also reminded her of the singer she
had once wanted to become.

Finally, the emotions that I imagine Pielmeier to have experienced when he was denied
the opportunity to pursue his M.F.A. degree in acting, were likely to be the same emotions that I
had felt when I was being dismissed from the UNO M.F.A. Theater Program. As an actress, I
was able to incorporate these emotions into my character, Mother Superior, by channeling the
feelings of hurt, anger, regret, resentment, and failure, into Mother Miriam, as she was thinking
of her unhappy marriage and with her failed relationship with her children.

In regards to John Pielmeier and his play Agnes of God, this was his second play to be
produced for an audience. It won the 1979 Great American Play Contest, and a full staged
production was launched at the Actors Theatre of Louisville in 1980, for the Humana Festival of
New American Plays. In March 1982, the Broadway production of Agnes of God opened at the
Music Box Theatre, where it ran for 599 performances. Most critics agree that neither John
Pielmeier, nor any of his other plays, received as much recognition and acclaim as Agnes of God.

Following the success of Agnes of God, John Pielmeier went on to work extensively in
regional theater, writing Broadway hits including, The Boys of Winter (1985), and Sleight of
Hand (1987), both of which ran for 31 previews and 9 performances; and Voices in the Dark
(1999) which ran for 12 previews and 64 performances. Agnes of God was later adapted as a
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screenplay in 1985, where it earned him a nomination for the Writers Guild of America Award
for Best Screenplay Based on Material from Another Medium.

Pielmeier is currently a member of New Dramatists and the Playwrights Lab of the
Actors Studio; the recipient of the Shubert Fellowship in Playwriting; the Co-winner, for the
1980 Festival of New American Plays at Actors Theatre of Louisville (Agnes of God). He was
also honored to receive a Special Mention, for the Playbill Award. His other affiliations and
accomplishments include being a member of the Dramatists Guild and the Writers Guild of
America East, as well as Actors’ Equity and SAG-AFTRA, and an alumnus of New Dramatists.
He has been a guest lecturer at Carnegie Mellon University, Penn State, and the University of
Vermont, and his keynote address at the 2008 Harriett Lake Festival of New Plays in Orlando,
“Writing What Matters,” was reprinted by The Dramatists Guild magazine. (Pielmeier, Web.)

DEVELOPING THE ROLE OF MOTHER SUPERIOR

In developing my role as Mother Superior, I first thought that it was necessary to define
who and what Mother Superior is. However, the only definition I could find was simply that,
“Mother Superior is the head of a convent.” (Wikipedia, Web.) My next order of business was to
research my character based on the text and subtext of the play. Upon reading the play, I
discovered that Mother Superior:

•

Is a former smoker who once smoked two packs of Camel cigarettes per day

•

Was married for 23 years
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•

Has two daughters who despise her, and possibly their friends that she is dead

•

Believes that she was a failure as a wife and mother

•

Is Agnes’ aunt (She was Agnes’ mother’s older sister)

•

Was entrusted with Agnes’ care in the event of her death

•

Once had a childhood guardian Angel who she spoke with often

•

Had a very unhappy marriage

•

One time questioned the existence of God

In The Stanislavski System, Sonia Moore states that, “An actor achieves reincarnation
when he achieves the truthful behavior of the character, when his actions are interwoven with
words and thoughts, when he has searched for all the necessary traits of a given character, when
he surrounds himself with its given circumstances and becomes so accustomed to them that he
knows not where his own personality leaves off and that of the character begins.” (Moore, 61.)
My findings in regards to Mother Superior launched a number of questions in my mind as to how
I would portray her. How would I show my character’s sensitivity without undermining her
authority and position within the church? How could I (as Mother) remain neutral and unbiased,
especially considering my personal relationship and undisclosed ties to Agnes? What personal
connections could I make between my character (Mother Superior) and myself (“Vinnie” -- the
Actor)? Between Agnes and myself? And between Dr. Livingstone and myself?

MOTHER SUPERIOR AND “VINNIE” – The Actor

After receiving the role of Mother Superior, my thoughts immediately began to fill with
the stereotypical images of the Mother Superiors that I had seen on television and in the
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movies. These nuns seemed to always have stern faces, wear metal glasses, and never crack a
smile. I imagined them, hiding a “Ruler-at-the-Ready” under their habits, to whack
undisciplined school children and unruly adults if needed. Images of Meryl Streep in Doubt,
Maggie Smith in Sister Act I & II, and Lilia Skala in the 1963 classic film Lilies of the Field
came to mind. While these vivid images undoubtedly had some influence on how I would
portray Mother Miriam in the UNO production of Agnes of God, my primary source of reference
for Mother Superior came from my personal experiences with nuns.
As a child, I attended Catholic school, and knew many Sisters who were very nurturing
and nice. These Sisters reminded me of the character Maria, in the musical The Sound of Music,
played by the incomparable Julie Andrews. When I was with them I felt safe and comfortable.
But I also knew many Sisters who seemed to be more like military drill instructors, which I later
found out to be a common trait among religious authorities. In Religious Orders, Suzanne
Cit-A-Malard expresses that “It sometimes used to happen that some superiors, though their
motives were of the highest, would be impelled by a too-inquisitive solicitude to demand that
their subjects tell them everything. Thus in an age when most young women were raised in a
family atmosphere which allowed them all too little initiative, the remnants of independence
which they possessed on their entrance into religion would be destroyed by a domineering and
demanding superior.” (Cit-A-Malard, 74.)

For this reason, in the first few rehearsals, I initially chose to portray Mother Superior as
the unflinching, bitter tyrant. However, after discussing the character of Mother Superior with
Director Beau Bratcher, and studying the subtext of the script, I later changed my portrayal of
her. I had discovered, that even though Mother Superior shows signs of frustration, resentment,
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and even anger with Dr. Livingstone, she does not display these characteristics to Agnes. And
because her objective is to try to get Dr. Livingstone to write a favorable psychiatric evaluation
of Agnes -- one that would acquit her of the charges of murder, or allow her to serve her time in
penance at the convent, Mother Superior must be, or appear to be, likeable and pleasant to Dr.
Livingstone. At the very least, she must be tolerable to Dr. Livingstone. My depiction of
Mother Superior then became more charming than challenging. To achieve this I varied my
vocal intonations and deliverances to and slightly higher pitch or range. I also made subtle
changes in Mother Superior’s gestures and movements, such as patting my hands on my belt or
chest underneath my habit, and swaying slightly backwards on my heels on some of the more
light-hearted lines, such as: “So, do you think she’s totally bananas or what?” This, I believe,
made Mother more charismatic and engaging to the audience, and to Dr. Livingstone. I also
believed that this helped the audience become more willing to get to know Mother Superior,
before making haste judgments about who she was and her character. As an added benefit of this
change of portrayal, the audience would be especially unprepared for the scenes where Mother
and Dr. Livingstone went head-to-head.

Also, in my research, I was surprised to find out that Mother Superior is not always the
eldest (therefore presumed most superior) nun in a convent.

THE HABIT

As with most Catholic Nun Orders, the most identifiable indication that someone has
taken solemn vows, is the garment that they wear. In the UNO production of Agnes of God,
Mother Superior wears the traditional nun’s habit -- black robe, tunic, and veil; with a white
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collar, headband, and head covering. Agnes wears an identical costume, however because she is
a postulant (one who has not taken her final vows), her costume is all white. In my quest to
transform into Mother Superior, I researched the traditions and rituals of nuns, including their
mannerisms, and found that this tradition varies by Order. However, I thought that is was
important for me to know about the history of the garments, so that I could incorporate this into
my character’s development.

The first thing I learned about a nun’s habit is that, “ ‘Habit’ refers to the ensemble of
clothing and accessories that make up religious dress. It can also mean specifically the robe-like
tunic or dress that is the main garment worn over the body. The ‘veil’ is the long cloth worn on
the top of the head, extending down the back. The veil is usually attached to a cap underneath, or
‘coif,’ which is a close-fitting cloth headpiece that conforms to the shape of the skull and often
ties under the chin. A ‘wimple’ or ‘guimpe’ is the fabric piece that covers the neck and chest,
and sometimes extends over the chin. A ‘Bandeau’ is the piece that stretches across the
forehead, often attached at the ears behind the veil. A ‘Scapular’ is a long apron-like garment
that is worn over the tunic and extends down both the front and back of the tunic. A ‘cincture’ is
a belt worn around the waist of the tunic, and a ‘Rosary’ is a string of prayer beads and other
objects often attached to the cincture and worn at the side. A ‘cappa,’cape, or mantle refers to a
cloak worn over the tunic.” (Kuhns, 5.)

I also learned that dating back as far as 1847, with The Congregation of Sisters - Servants
of the Immaculate Heart of Mary (originally called the Sisters of Providence), the nun generally
recites a prayer, specific to each garment as it is adorned. Like the nun’s habit, these prayers
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varied depending on the particular Nun Order that was reciting them. Each night of rehearsal,
and throughout the show, in an effort to completely transform into Mother Superior mentally,
physically and spiritually, I recited these prayers. What I experienced was a relaxation and peace
that I may not have otherwise achieved had I not known about the prayer / dress
ritual. Throughout my studies and my experiences as an actor, I have found that most directors
encourage their actors to utilize any available resource and / or technique that will help them
morph into their character. For me, my transformation into the character of Mother Superior, as
well as the other many characters that I have played throughout my acting career, were all aided
through researching the playwright and those people, places and things that influenced the
character that I was portraying. Having been introduced to Constantine Stanislavki, a pioneer in
the field of acting, and Sanford Meisner, a master of acting technique and method, while in
graduate school has allowed to incorporate new ways of developing my characters -- a benefit
for which I am truly grateful to have learned.

INTERVIEWS

For my role as Mother Superior in Agnes of God, I conducted several interviews with
nuns of different orders, to determine if there was anything unique that I could use in my
interpretation and characterization of Mother Superior. The most distinguishable trait among the
various them, seemed to be their sense of peace and relaxation. Each Sister that I interviewed
seemed to speak with purpose and thought, not offering any more information than what was
asked of them. Many of the older nuns spoke (and walked) very slowly. When I asked
questions, their response was also slow and thoughtful. I could not tell whether this was simply
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due to their age, or if it was because everything in their lives is scheduled, and they seemingly
had no sense of immediate urgency. However, I incorporated their mannerisms in my role as
Mother Superior, especially whenever I dealt with Agnes. I always tried to exemplify peace and
calmness with her, and never wanted her to feel pressure.

In my interviews with the nuns, I had hoped that they would be willing to share their
thoughts and insights on the 1985 film Agnes of God, and the performances of Jane Fonda as Dr.
Livingstone; Meg Tilly as Agnes; and in particular, Ann Bancroft as Mother Superior. However,
I was surprised to discover that many of the nuns were unfamiliar with the storyline; few recalled
the controversy that it created; and no one was willing to comment on it. I was also very naive to
think that the Sisters would accept my invitation to come see the UNO production of Agnes of
God.

MYRA HILDAGO

By far, the most interesting interview that I conducted was with Myra Hildago, a Tulane
University Professor and MSW. I came across Myra’s book, Sexual Abuse and the Culture of
Catholicism – How Priests and Nuns Become Perpetrators, at the Howard-Tilton Memorial
Library at Tulane University. After reading that she was an adjunct professor at Tulane
University, I immediately reached out to her by email. I asked if she was familiar with Agnes of
God. She said she was and agreed to speak with me. Her research and personal experience with
nuns provided an interesting perspective on the abuse and misconduct that takes place behind
closed doors of the Catholic Church and convent -- all of which I was certain would be helpful in
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developing Mother Superior. I wanted to find out if there were any possible connections
between her research, Agnes of God, and my character, Mother Miriam Ruth. I asked if she
knew of any protocol within the Catholic Church to report pregnancy, sexual abuse or incidents
of a similar nature. If there were procedures in place, this could possibly explain Mother
Miriam’s somewhat dismissive attitude towards Dr. Livingstone’s position of authority. Mother
Superior’s reaction to finding out that Agnes was pregnant would then be a reaction of
compassion and routine, as opposed to one of shock.

In our interview, Myra explained that she had been the victim of sexual abuse by a nun
named “Sister Cheryl” when she was twelve. The nun, in Myra’s words, was grooming her to
become her lover. Because Myra, like me, had had an interest in becoming a nun, no one
suspected anything about the extra attention and affection that she received from Sister
Cheryl. It was not until one of the nuns at the convent reported seeing Myra and Sister Cheryl
kissing in the car that it was brought to the attention of her Mother Superior. When asked about
her Mother Superior’s reaction to her claim of sexual abuse, Myra explained that her Mother
Superior was very much like Mother Superior in Agnes of God – she was somewhat dismissive,
in that she wanted everything to be peaceful. Likewise, she felt that there was no sense in
sending Sister Cheryl to jail. She did not want a scandal to disrupt her community. Myra agreed
to not press charges after her Mother Superior (like Dr. Livingstone) suggested that a better
solution to the problem would be to send Sister Cheryl to a psychiatric hospital where she would
receive treatment. Years later, when Myra checked the records to see what was listed as the
reported reason for Sister Cheryl’s release from the school, Myra was shocked to see that the
reason stated was suicidal. Nothing was stated that gave any indication of Myra’s sexual abuse.
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Myra’s story was published in the Gambit newspaper. Notes from the interview are included in
the appendix of this thesis. Myra continues to be an advocate for the sexually abused.

MOTHER MIRIAM RUTH

Like Myra Hildago, when I was a child, I also wanted to become a nun. Then one day,
the principal of my school, told me that I could never become a nun, because I was not
Catholic. What was worse was that she offered no other alternative course of reconciliation. She
was point blank, to-the-point, cold and dry. I recall going home and crying my eyes and heart
out. Having acquired the role of Mother Superior in Agnes of God, I would somehow like to
think that the last laugh is on her, as I have accomplished my goal of becoming a nun!

This was the most immediate way in which I connected with my character Mother
Superior. Other ways included my extreme faith and belief in God, and in my wanting, like
Mother Superior, to believe that miracles are still possible today, despite what science says.

In Act 2: Scene 5, Mother and Martha are having a conversation as to whether miracles
are still possible. This scene occurs after Agnes has been hypnotized once, and is a precursor to
her final session with Dr. Livingstone. This also occurs after Mother has revealed to Dr.
Livingstone some very pertinent and private information regarding her personal life -- the fact
that she is not a virgin; the fact that she has two kids who despise her; and the fact that she is
Agnes’ aunt. In this scene, Mother also explains to Dr. Livingstone that a miracle is an event
without an explanation. She goes on to say that, “The mind is a remarkable thing, Dr.
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Livingstone. You’ll never find the answer to everything, Doctor. One and one is two, yes, but
that leads to four and then to eight, and soon to infinity… For every miracle that it finally
explains, ten thousand more miracles come into being.” Martha says, “I thought you didn’t
believe in miracles today?” To which Mother responds, “But I want to believe. I want the
opportunity to believe. I want the choice to believe.” (Script, 90.) I absolutely loved reciting
these lines. Each time I recited this monologue, I felt a certain an excitement, and a sense of
hope and possibility – probably because, as a Christian, I always resort to my faith and belief
even when all else fails.

One of the challenges I faced with Mother Superior’s character creation, was determining
how I would project her own feelings of self worth, especially since many of her past decisions
were in direct conflict with the teachings of the Catholic Church. Should she show regret,
remorse, or simply an attitude of resolution that comes with age and maturity? In the end, I
believe I chose a balance between the three. I believe that because of her questionable past,
Mother Superior is better able to accept the unfortunate circumstances of Agnes’ life. Finding
peace for Agnes means finding resolution for her.
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AGNES
The personal relationship between Mother Superior and Agnes is complex. On one hand,
she is Mother’s niece, who has been left in her care, so Mother feels an obligation to protect
Agnes at whatever costs. On the other hand, Mother Miriam has a moral commitment to the
church to report what she knows about the murder of Agnes’ baby.

Because of the “disconnect” between Mother Miriam and her own children, Mother seeks
comfort in her relationship with Agnes. She also believes that Agnes is her guardian angel
reincarnate, who has been sent to her to reaffirm her faith in Christ and the Catholic
Church. Agnes does this through her angelic singing.

In my research of nuns who possessed the ability to sing, I found out that nuns often
receive much adoration, and sometimes compensation, for their special talent.
Trevor Hart states in Faithful Performances – Enacting Christian Tradition, “In early modern
convents, sacred music permeated all aspects of the nuns’ daily lives, and contributed to their
presence and visibility in the city. Singing in the choir was an act of prayer. Musical skills and
beautiful singing voices were so valuable that convents could even offer discounts on the
dowries of gifted nuns, and decorous religious houses accepted girls from modest backgrounds.
Convent architecture and visual settings enhanced the impact of the music, and the fact that
nuns’ voices were heard while their bodies usually remained unseen emphasized their symbolic
resemblance to angelic creatures.” (Hart, 44-6.)
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It was also interesting to learn that singing and playing some instruments was once
banned by the Catholic Church for fear that it would cause inappropriate sexual behaviors in
those who listened. In Hart and Lugt’s Theatrical Theology – Explorations in Performing the
Faith, they state that, “Even when hidden in their choir or behind the curtains of their parlor,
singing nuns might be heard by outsiders, triggering fantasizes about their forbidden
bodies...Music could become a source of corruption, and although some conceded that nuns were
entitled to ‘honest and virtuous recreations,’ music was suspected to be spiritually disruptive and
therefore unacceptable. [Therefore] Several laws discouraged musical learning and banned nuns
from playing instruments, in particular wind instruments, and singing for outsiders.” (Hart &
Lugt, 49.)

In regards to Mother believing that Agnes was sent to her by God, one of the most
beautiful monologues in Agnes of God is when Mother recalls her conversations with her
guardian angel. It is slow, thoughtful, and insightful. Each night, when I delivered this speech, I
wondered if I was taking too long to recite it. I would often get caught up in my own thoughts,
enjoying the peace and tranquility of the moment. I could feel the audience’s eyes on me. It felt
as if they were hanging on to my every word. It felt wonderful to have their undivided, full
attention. I would like to think that they too experienced the same peace that I felt.

But was Agnes simply a victim of naivete to actually think that the man who raped her is
God or his representative? Myra Hidalgo believes that it is reasonable to think that Agnes
believed this, as do many children who look to religious figures for guidance. Once again, in her
book Sexual Abuse and the Culture of Catholicism – How Priests and Nuns Become
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Perpetrators, Myra states that the victims of sexual abuse in a religious setting, “are young
children, adolescents, and vulnerable adults all who looked to the Church for spiritual guidance
and emotional support in various situations and for many different reasons. The religious
authority figures of the Church represented the highest images of God on Earth to these victims,
higher even than their own parents. Attention and special treatment from such figures were
experienced by these individuals as much more than simple flattery, as a manifestation of God’s
unconditional love and grace bestowed on them by His specially chosen servants. To then have
this experience of love and grace turned into a manipulative instrument of sexual gratification, a
human impulse that they had been taught to disdain was not only psychologically traumatizing
but spiritually devastating.” (Hidalgo, 41).

Each night when I looked into Natalie’s (Agnes’) eyes I (Mother Miriam) felt as if I was
responsible for all of her pain. I felt as if I had let her down, just as I had let my children
down. And although it was very exhausting each night to see each of us - Agnes, Dr.
Livingstone and myself tired, broken, and worn out from crying, I also believe there was a
certain satisfaction that we each experienced, as we had done our best as performers.

DR. LIVINGSTONE

In exploring the relationship between Dr. Livingstone and myself as Mother Superior, I
quickly identified with Dr. Livingstone being Agnes’ psychiatrist. Having studied psychology as
an undergraduate, I believe that acting and psychology co-exist perfectly. Acting is, after all,
creating and fully emerging one’s self in a character. Stanislavski calls this “Psycho-technique”
and defines it as: “When an actor is completely absorbed by some profoundly moving objective,
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so that he throws his whole being passionately into its execution, he reaches a state that we call
inspiration. In it almost everything he does is subconscious and he has no conscious realization
of how he accomplishes he purpose.” (Stanislavski, An Actor’s Handbook, 114.)

I received my Bachelor’s Degree in Psychology from Southern University at New
Orleans in 1996. And like Dr. Livingstone, I too, have always been interested in what makes
human beings react a certain way, or do certain things. As I read the play Agnes of God, I
became more, and more intrigued with each of the characters in the play, and wanted to
anxiously know how the play ended.

Thus psychology, in general terms, is exploring all of the aspects that go into creating and
developing a person. It involves researching an individual’s past to try to explain how and why a
person may act, think, or respond to certain stimuli and outside factors or conditions. It attempts
to make predictions based on a person’s current circumstances and their personal history and
background. Since actors often delve into all of these areas when creating or developing a
character, I believe that most actors possess an interest in psychology on some level. At the very
least, most actors want to know how they can make their character reach a level of depth, truth,
and consciousness that they may have otherwise left unexplored.

The conflict in Agnes of God between Mother Miriam and Dr. Livingstone exists in that
they each believe that they know what is best for Agnes -- Mother believes that Agnes should
remain at the convent and serve her time in penance there, while Martha (Dr. Livingstone)
believes that Agnes should either serve her time in jail or a mental facility. In either case, the
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inner demons of their own personal lives play a significant role in their rationing. But there
could have also been outside factors affecting the superficial conflict between the two of
them. In Cheryl Reed’s Unveiled – The Hidden Lives of Nuns, she states that “The first
reviewers of AOG did not consider that the adversarial relationship between Mother Miriam and
Dr. Martha Livingston might be a displacement of the post conciliar encounter between the
traditional Church and reforming feminism. Yet the actions of the two women suggest a wider
conflict of interests between ruling prelates, sister loyalists, and outspoken or dissenting
nuns.” (Reed, 232-3.)

The ladies are at odds throughout most of the play, and for a while it seems that the only
thing that they can agree upon is how good Mother Miriam would feel if she took a nice, long
drag on one of Martha’s cigarettes, and the brands of cigarettes Jesus and His disciples would
smoke, had they still been living today. Personally, this scene is a welcomed element of surprise
and comic relief to an otherwise heavy drama. And, while some critics may not have liked these
scenes in the play, I enjoyed the light banter, and applaud Pielmeier for its inclusion. In Sacred
Desires, Maureen Sabine states, “Film critics were also puzzled by the uneven relationship
between these two strong, intelligent women, which vacillates between point-scoring animosity
and sudden flashes of solidarity, but never leads to the school of friendship noteworthy in
Brede.” (Sabine, 239.)

But Mother’s conflict with Martha is also due to the fact that she sees Martha as a direct
threat to taking away the guardian angel that she (Mother) once communicated with as a child.
Mother believes that this guardian angel has now reincarnated itself in Agnes. She recalls
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hearing Agnes sing, and recognizes her guardian angel’s voice as she begs Dr. Livingstone,
“Don’t take it away from me again, Dr. Livingstone. Those years after six were very bleak.”
(Script, 69.)

Another conflict that Mother Miriam and Dr. Livingstone struggle with is the fact that
Mother believes that Agnes is a divine instrument of God, whose conception was divinely
ordered. She wants Agnes to be “an exception” because on some level this would mean that she
(Mother Superior) has an opportunity to reconnect to her spirituality, and re-ignite her passion
for being a faithful servant.

In regards to Agnes’ stigmata, Mother wants to believe that she has been divinely
privileged to witness this. Martha adamantly denies that any of this could be possible, and insists
that Mother is crazy. At the end of the play, when it is revealed that Agnes was consciously
aware of the circumstances surrounding her pregnancy, as well as the conception and ultimate
murder of her baby, Mother is devastated and admits defeat, saying, “You were right. She
remembered. And all this time I thought she was some unconscious innocent. Thank you, Dr.
Livingstone. We need people like you to destroy all those lies that ignorant fold like myself
pretend to believe… But I will never forgive you for what you’ve taken away. You should have
died. Not your sister. You.” (Script, 108)

Reciting this line every night of the show brought tears to my eyes (and still does),
because as a Christian, for Mother Superior to wish death upon another human being, after years
of teaching forgiveness and faith to others, shows total defeat. Like Mother, I want to believe
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that miracles are still possible, and whenever I feel that I have abandoned my faith, I feel
ultimate sadness and defeat.
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REHEARSAL LOG

The rehearsal period for Agnes of God was scheduled for approximately six weeks, with
the first four weeks in October, and the last two weeks in November. No rehearsals were
scheduled on Fridays and Saturdays. Monday and Wednesday weekday rehearsals began at
approximately 7:30 and ended at 10:30; while Tuesday and Thursday rehearsals began at 6:30
and ended at 10:30. The following journal chronicles what I experienced as an actress in my
performance as Mother Superior in the UNO production of Agnes of God.

Monday, September 28, 2015
Today we received an email from Director Beau Bratcher, who informed us that he
would not be directing Agnes of God. He said that he had “Had a wonderful time at the first read
the other night,” and that he truly believed that “we have the ability to create a magical moment
in that little theater with this production.” He did not give any details about the reason, or
explanation about his sudden departure, but this definitely added to my stress level. It seems that
anything can change, at any minute – another director; a different play; changing of roles; who
knows? We had to wait longer than the other graduate students to find out what our thesis
assignment would be, and now we are uncertain if Agnes of God will still be the chosen
play. We are also concerned with having lost precious time for memorizing lines. We both feel
that this delay gives us an unfair disadvantage, in comparison to some of the other students and
their productions, where some of the graduate students had almost a whole semester to
prepare. Rehearsal was cancelled -- as expected.
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Tuesday, September 29, 2015
Today I received an email from David Hoover, the UNO Film & Theater Chair, who
informed us that tonight’s rehearsal was cancelled, and that rehearsal would resume on Sunday
October 4, 2015.
Later today, we received another email from David Hoover, who informed us that Beau
would be returning, to once again direct Agnes of God and that they had worked out whatever
issues, I presume had caused him to leave the production. He did not go into detail about the
reasons for his leaving the production and his sudden return. I later found out that the sudden
conflict of interest, was due with the fact that Beau wanted Jenny Billot to be the stage
manager. Thankfully, Diane did not feel that it would be fair to have Jenny assist with this
production for many reasons-- much less, have her “weigh-in” on matters concerning me. Diane
was aware of the many conflicts that Jenny and I had had, while working on other UNO
productions. Jenny had also had other conflicts, with UNO faculty members and students. I
decided to study my lines at home.

Sunday, October 4, 2015
Today I arrived at exactly the same time that the director Beau Bratcher arrived. I
mentioned to him that I had arranged to have food delivered at rehearsal, because it had not
arrived after waiting for more than an hour at a restaurant where I was eating. I wanted him to
know this, so that he would not think that I was just randomly answering my phone in the middle
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of rehearsal. Because of certain health challenges, eating was vital. I have also already
experienced how things can so quickly be blown out of proportion, at least where I am
concerned. In my experience, I believe that anything and everything I say or do can potentially
be used to justify my dismissal from this program.
Beau began the rehearsal by telling us how he has always wanted to direct this play. He
said that he was familiar with my acting skills, as well as Meghan’s, and he thought that this
would be a stellar cast. He proceeded to tell us about the research he had done on Agnes of God,
and on Maureen Murphy, the inspiration for the play.
My goal for tonight’s rehearsal was to read the script with accuracy, volume and
confidence, while absorbing all of the information I had anticipated that we would receive from
director Beau Bratcher.
As we read the script with our newest cast member Natalie (Agnes), I recalled thinking
how good it was good to finally hear all of the cast members voices, so that I could immediately
begin to make connections to their characters.
I realized that based on the information that was given to us about Maureen Murphy, and
the playwright John Pielmeier, that in order to give my performance the depth and realism that I
desire, I will have to do much more research on the history of nuns and their ways.
One thing that I am curious about is how Meghan and I will get along during this process, as we
have not always seen eye to eye in the past.

Tuesday, October 6, 2015
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Today I arrived at rehearsal between 8:15 – 8:30, after going to work. When we were
asked to list any scheduling conflicts, I informed Beau that as a volleyball coach for a local high
school, I am obligated to attend volleyball games on Tuesday and Thursday nights, and
depending on the post-game roundup time, and the time it would take to travel from the game to
rehearsals, I should be able to arrive at rehearsal between 8:00 - 8:30. He agreed that on these
days he would rehearse the scenes with Agnes and Dr. Livingston first, and then my
scenes. Nonetheless, he was irritated and released me from rehearsal. Although I did not think
that Beau’s irritation or attitude were warranted, I used this opportunity to go home, review my
script and memorize my lines. Later that evening, when I checked my email, I realized that I had
received another email from my thesis committee chair, Diane Baas, who stated that it had been
reported that I had “regular conflicts with the rehearsals on Tuesdays and Thursdays.” Her email
suggested that if I could not fully commit to every rehearsal that I should remove myself from
the show, so that the role can be re-cast. This upset me very much, as I had informed Beau of
my conflicts, and did not feel that my actions warranted such a stern reprimand. Unnecessary
tears were ultimately shed, and I could not sleep.
Wednesday, October 8, 2015
Today when I arrived at rehearsal at 6:30, after receiving that shocking email yesterday
from Diane, I wanted to speak to Samantha (Stage Manager) to let her know about the conflict
that the rehearsal report had caused. I also wanted to ask her why she had not mentioned to me
that she was going to report my late arrival without at least asking me what my reasons
were. She said that she was unaware that I had previously reported schedule conflicts, and that
she would clear things up with Diane. Rehearsal went on as normal.
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Today we blocked Act I, Scenes 8 – 10. At the top of scene 8, Mother Superior enters the
room, and tells Dr. Livingston, “You hate us, don’t you.” She later tells her, “Catholicism is not
on trial here. I want you to treat Agnes without any religious prejudices, or turn this case
over…(to another psychiatrist).” My goal for this rehearsal was to portray Mother Superior as
being more understanding and less angry than I had done in the initial reading. Anger somehow
seems to be my “go to” emotion, especially if the character opposite of me goes against my
character’s beliefs or stands in the way of my achieving my goal.
For the role of Mother Superior, I have to consciously remind myself that Mother
Superior is not angry at Dr. Livingston. Rather, she is trying to educate Dr. Livingston on
Catholicism and humanity. This is another opportunity for Mother Superior to gain Dr.
Livingston’s trust. I believe that this is also the reason why Mother Superior tells Dr.
Livingston, “I am not a virgin, Doctor. I was married for twenty-three years...” This is Mother
Superior’s way of showing Dr. Livingston that, “I, too, am human. I have made mistakes in my
life, that I am not proud of, because of the hand that I was dealt. Likewise, Agnes has not been
dealt a ‘fair’ hand in life. Have mercy on her, or at the very least, have pity on her.”
After rehearsal, I wanted to confirm with Beau the time that I would arrive at rehearsals
on Tuesday and Thursday. I asked him if there was a problem with the time that I had arrived at
the other night. He said that he had understood that I would arrive after work – which is what I
did. Again, I got a cold, dismissive vibe from him, which left me feeling as if it did not matter
that I had already informed him of my job conflicts
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When I had spoken with Diane, she said that it was her understanding that I would arrive at
rehearsal no later than 8:00. Instead of saying anything, I decided that I would ask my assistant
coach to take over if it appeared like a game was going to run into overtime.

While I would like to say that my primary focus has been my performance during
rehearsals and character development, I feel that the unnecessary and unanticipated conflicts due
to my work schedule have distracted me. I will make every effort to conform to the rehearsal
schedule, despite the agreement between Beau and me.

Monday, October 12, 2015
Today I met with Sam at 6:30 (one hour before rehearsal), to go over the blocking for Act
II. Sam had listed this on the schedule as “Stumble Over the blocking for Act II.” I had missed
rehearsal over the weekend, because I was out of town. (This was also listed in my schedule
conflicts.)
As expected, my primary goal for this rehearsal was to remember the new blocking that I
had just learned. Overall, I think I did a good job, considering the amount of blocking that I had
to learn. As always, my goal for tonight’s rehearsal was to remember my lines. I believe that I
also did a good job with this. For me, as an actor, once I have mastered my line memorization, I
am able to easily adapt to sudden changes in the script and in blocking. Because I have no one to
rehearse my lines with, I record my lines using a small voice recorder. I do this in a number of
different ways. The first time I will read the entire script, using intonations and voice cues that I
think my scene partner will use. I then read my lines based on my understanding of the
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script. Then I will record only my lines, so that I can memorize my partner’s lines, so I will be
prepared to respond to the next concept or idea that my partner speaks. Finally, I will record only
my partner’s lines, so that I can speedily respond to their verbal cues, by fast forwarding through
the recording. These methods have proven successful for me in the past, and I hope they will do
the same with Agnes.

Tuesday, October 13, 2015

Tonight we began with Act 2, Scene 2. In this scene, Dr. Livingstone hypnotizes
Agnes. As she is doing this, Agnes begins to scream, as she is having contractions. Mother
Superior witnesses this and attempts to wake Agnes from her hypnotic state. However, Dr.
Livingstone prevents her from doing so. While this is happening, we each have lines to recite, as
well as movement and blocking to remember.
When the scene opens, Mother Miriam is seated on a stool, diagonal from Agnes. She
watches as Dr. Livingstone puts Agnes in a trance. When Agnes begins to scream, Mother
Superior is supposed to stand and approach Dr. Livingstone, who is stage center with Agnes. I
am then supposed to retract, and back up to the chair that is positioned at center stage. The
doctor will then kneel to get close to Agnes. I then say, “Stop her, she’ll hurt herself!” Dr.
Livingstone stretches her arm while saying, “No, let her go.” Mother Superior then says, “I’m
not going on with this…(anymore.)” The doctor says, “No! I said let her be.” I then break past
Dr. Livingstone, and touch Agnes’ ankle. She screams, “You’re trying to take my baby! You’re
trying to take my baby! Stay in! Please stay in!” I finally say, “Stop her! Help her!” In this
scene, the action takes place so quickly that it is hard to get the timing right for calling out the
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correct lines. I believe the only way to learn this is through repetition and practice. In the
excitement of a scene like this, it is easy to just “blurt” out the lines, without them being in the
proper place, which is what I did initially.

I will try to rehearse this scene, as fast as possible

with both Meghan and Natalie, until we get the timing right!

Thursday October 15, 2015
Tonight’s rehearsal was an “Off Book - Line Through,” so my primary goal was to
remember my lines, deliver them with honest, organic emotions, and to focus on my voice.
In Act 1:8, I console Agnes by having her sing a song with me. Since I am not an avid
singer, this presents a particular challenge for me. So far, no one has said anything negative
about my singing, so I take that to mean, all is well. Personally I tend to seek the approval of
everyone listening, to ensure that I am not off-key. However, I don’t believe that my character,
Mother Superior, thinks twice about it.
I once had an experience in church where I was singing in the choir for a ladies day
program. I sang my heart out loud and proud, and just knew that I sounded as good as I looked
(with my fancy church hat on!) To my surprise, during the performance, one choir member
made her way to me and began to sing in my ear to get me in tune. I was embarrassed to say the
least. So my singing a “solo” on stage scares me to death!
Each night before rehearsal begins, I try to perform some of the warm-up exercises that I
learned in my voice training classes with Aimee Hayes and James Yeargain. Both instructors
refer to Kristen Linklater’s book, Finding the Natural Voice. The exercises listed in the book
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include bending over, roll ups, facial stretches, and shaking your body so as to loosen up, as well
as finding the natural “huh.” When I asked Beau, if I sounded okay, he said he finds my singing
voice pleasant. Natalie, Meghan and Samantha agreed. I will continue to practice singing, and
ask one of my choir members to give me instructions.

Monday, October 19, 2015
Today I arrived at rehearsal at 6:47. Rehearsal time was for 7:00, and was in the Dance
Studio. When I arrived, Meghan, Natalie and Sam were running lines. Sam told us that Beau
suggested that we stretch before rehearsals. So we did, individually. I did a series of stretching
that included bend-overs, roll-ups, and shaking. I also did some lunges and calf stretches.
I have performed in shows where the entire cast and crew played stretching games, and
other games before rehearsals. It was a way of bonding and releasing the stresses of the day. So
I appreciated the reminder that exercising is important, especially for actors.
Tonight we worked on Act I. My goal for this rehearsal was to concentrate on my
reaction to Agnes’ stigmata. At this point I am uncertain of my response because Agnes tell
Mother Superior that she is being punished, before revealing that her palms are bleeding. Beau
initially said that the blood in this scene was from Agnes’ menstrual cycle. However, I
questioned why Mother Superior would tell Dr. Livingstone, “I saw it. Clean through the palm of
her hand, do you think hysteria did that?” Beau said he would get back to me with an
answer. My challenge tonight was to first find an appropriate response to Agnes’ stigmata - one
that would feel natural and organic, as always. I ask, “Now what’s wrong?” [Agnes - I’m being
punished] “For what?” [Agnes - I don’t know.] “How?” Agnes then reveals her bleeding hand
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to me. I respond by saying, “What happened?” Then, “Oh dear Jesus. Oh dear Jesus.” I will try
various ways of responding until I find a reaction that seems right, and supports the story we are
telling. I know that it will have an element of surprise, or shock. I just don’t know yet how big it
will be.

Tuesday, October 20, 2015
I arrived at 7:50. We rehearsed Act II. In scene two, when Dr. Livingstone says,
“Because this is murder we’re talking about,” Mother Superior responds by saying,
“Murder?” Beau had mentioned in his notes the other night, that I should speak louder and react
more to this. However, I seemed to be having trouble with his request because I was going from
a relatively calm state, to a sudden outburst, without knowing why. Beau later explained that the
reason for my sudden outburst is that Dr. Livingston is accusing me of killing the baby, and not
Agnes. This was not clear to me when I first read the script. To make my response more
authentic, with every question Dr. Livingstone asks, I will build up emotions of anger and
frustration inside of me, so that when it is time to deliver my line, I will let it erupt naturally.

Wednesday, October 21, 2015
Tonight was another off-book rehearsal. At the very end of the play, before Mother
Superior turns to face upstage, with her back to the audience, she begs Dr. Livingston, “Don’t do
this to her [Agnes].” She then says, “Don’t do this to me!” Then, when Agnes finally confesses
that she had given the baby “back to God,” Mother Superior falls to her knees in despair.
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One of the things that I have discovered about this role is the physicality of it. There are
many times when Mother Superior must fall to her knees, and then rise again. While I have
never had any physical problems doing such, because the movements happen so suddenly and
repeatedly in Agnes of God, I have discovered that I must actually rehearse the movement and
make adjustments for my wardrobe.
Falling to my knees doesn’t seem to be a problem, other than the fact that the wooden
stage is very hard. Fortunately, we finally got some knee pads, which seems to have resolved
the problem. I think that sometimes people forget that although I may look and act younger than
I am, unlike most of the actors around here I am not a “spring chicken” any more.
Let’s just say, one of the things that I have learned about acting and aging is that being in
shape is essential to your craft. This production has also taught me that practicing exercises that
require re-positioning in a range of motions, at every level (particularly at the joints), will help
when having to make sudden, and repetitious movements. I am grateful for the classes that I
took with James Yeargain. I will practice more stretches and exercises that involve quickly
going from one level to another – like going from sitting on the floor to standing; then standing
to kneeling, to standing again, to lying on the floor.

Thursday, October 22, 2015
I arrived at rehearsal at 7:30. Tonight we ran the play without the script through Act I,
and with the script through page 98, “No she was afraid.” As expected, I’m getting better with
memorizing my lines every day. I still have a ways to go, but I’m feeling much more confident
and secure, and believe that I will have mastered them well before we open. However, for some
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reason though, the first scene was kind of rough for me. I stumbled a lot more. But Meghan
called for lines just as much as me -- so that made me feel better! I find myself comparing my
progress to that of other cast members, which to me is not an accurate way to determine my
progress. This is probably because I feel that every mistake I make seems to make its way into
the rehearsal report. I cannot wait for this production to be over with, so I can breathe again! I
remind myself that my progress does not hinge on another actor’s progress, or their
setbacks. The most that I can do, is to do my very best, and let it inspire me to do even better!
I told Beau that I was aware that I was still playing Mother Superior too angry. I asked
him to trust that once I got my lines down that I would adjust my character’s mood. This seems
to be what always happens when I am studying a new role. Many of the directors that I have
worked with, know that I will have a “light bulb” moment, as soon as I have learned my
lines. But because this is the first time I have worked with Beau, he is unfamiliar with this.
I need to get more shoes. The shoes I have hurt my feet! Tonight, Mitchel, the student
lighting designer, was there. He helped me go through some of my lines during a
break. Meghan and I both had challenges with the blocking. Rehearsal ended at 10:30.

Sunday, October 25, 2015

Today we ran Act I, twice. I concentrated on everything, in particular my lines, blocking,
and my enunciation. There were no obvious discoveries today. I just know that practicing my
lines and the blocking with someone, is the best thing I can do.
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I have to say that it perturbs me very much that Meghan has a tendency to curse a whole
lot. She does this throughout the rehearsal. I, on the other hand, can make a simple gesture of
frustration, and say, “Oh, shoot!” which will probably end up in the rehearsal report as, “Vinnie
was unprofessional and unruly.”
Once again, I cannot wait for this production to be over with!

Monday, October 26, 2015

Tonight we received notes from yesterday, so my goal for this rehearsal was to make
corrections and adjustments to my actions. Some of the notes were:
•

On “I am not the patient,” I should try to appease Dr. Livingston. I will do this as if I am
reminding my son to do something he has already agreed to do.

•

On “I’m not avoiding you,” I will try to do this as if I am speaking to a loved one.

•

I should move towards Agnes on, “She said she was commanded by God.” I will adjust
accordingly.

•

I don’t pronounce the ends of my words, like PsychiatrisTs and PregnaNcy. I will make
a more conscious effort to enunciate more clearly.

•

I should turn more upstage, at the Top of Act II, during the hypnosis scene. I will adhere.

•

I have a tendency to tighten my jaw a lot. I don’t know if this is because of my
frustration in learning the lines; the tension and anxiety of making a mistake, and
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knowing that it will be reported in the rehearsal log; or not having completely identified
with my character. I believe that the best way to circumvent this is to perform some of
the exercises that I learned in Voice Training Class. I also think that if I were more
relaxed before, during, and after rehearsal, I would see an improvement.
•

I slap my leg a lot. I had no idea that I was doing this! But I guess if it was mentioned, I
must have been doing it! I don’t know if holding on to the side of my clothes would help
or just create another bad habit, but I will consider other options, or think of other ways
to “occupy” my hands.

•

I tend to sway when I am supposed to be standing still. Once again, I had no idea that I
was doing this! I need to practice grounding myself and being still, so that it doesn’t
distract from what I am saying, or from another actor who may be in the same scene. I
will practice in front of the mirror and ask the cast member to let me know when I do
this, so that I can quickly adjust and identify if there is anything specific that triggers this.

Tuesday, October 27, 2015
Today I was not feeling well. I had been sick all day with Virus-type symptoms, so I
knew that going into rehearsal would be a challenge. I also had not eaten. Jenny Billot attended
the rehearsal. This did not help my anxiety, as I believe that her primary objective is to be a
“plant” to Mr. Hoover to report any mistake or error that I make.
I was very hot in my rehearsal costume. I was also a little nervous because Diane was in
the lighting booth. Earlier today, I was once again called in to meet with Diane and Kevin
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because of something in the rehearsal report. Whatever it was, it gave them the impression that I
was not performing at the level I was supposed to. Considering the fact that we had two weeks
left, I thought that this was a harsh assessment. Anyway, during our ten minute break during
rehearsal, I went into the break room to eat my food. When I saw Diane and Kevin, they each
gave me encouragement, and told me that from their observations of my rehearsals, that I was
performing at an expected level. They also said that it was apparent that I had had put those into
practice their previous suggestions and advice. To me, this was affirmation once again, that
whatever had been reported, was exaggerated, and should not be considered as truth.
When rehearsal was over, I had to run off the stage to go to the bathroom. I asked Beau
if I could get my notes tomorrow, because I was extremely ill. Once again, he gave me a look as
if saying to himself, “Vinnie, you are so much trouble.” I’m sure it will be in the report, and that
it will get to Mr. Hoover. When I left, Beau didn’t even say, “Take care of yourself, Vinnie.”
To me, the lack of concern for an ill cast member by a director shows unprofessionalism
and disrespect. In turn, my confidence in this production has diminished greatly. I hate feeling
this way (both physically and mentally.)

Wednesday, October 28, 2015
Today rehearsal went okay. I had to work, so I was exhausted by the time I got there. I
had to eat in between scenes. I asked Sam about the shoes from Tony. She said that she wasn’t
aware that I still needed them. I reminded her that I had showed her my left foot where the shoe
was cutting into my skin, and how I told her my right toe kept sliding to the front of the other
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shoe. She said that Tony said that he had given me three different pair already. I told her that
the ones I had were only the second pair. I believe that this will show up in the rehearsal report
as, “Vinnie is creating a problem.” Am I supposed to work in shoes that cut my feet? Beau
came in at the end of the conversation and said that I need to make an appointment with Tony
because my habit didn’t fit right also.
I still had challenges with some lines. As with most actors who are learning a script, it
always seems like when you finally learn one part, you somehow forget the part you already
knew!
I feel like I’m walking on eggshells around here. I am so tired of having to defend
myself for every little thing. I feel as if I will never get a “fair shake,” as long as I am here at
UNO. Still, I must believe that this will only make me stronger for the world of acting.

Thursday, October 29, 2015

Today we ran the complete show, with tech. Rehearsal began with notes from Beau. My
notes included:
•

On “I was hoping that whatever her sentence is...” – I should try to negotiate with Dr.
Livingstone. I will attempt to bargain with her.

•

On “Bullshit” I should pull away and turn towards stage left. I will do.

•

On “What the Hell does the Catholic Church have to do with you?” I should deliver this
line with more intensity. I will make this more direct and in a lower tone, so as to show
more intensity.
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•

On “Trailing Clouds of Glory” I should get “lost” in the thought. I will use this
opportunity to think of how good God has been to me.

Friday, October 30, 2015
Today I met with Tony at 10:00am about costume issues. I told him how my habit keeps
falling off because it pinches at the top. I also mentioned that I still needed shoes. He told me
that my personal shoes that I was wearing, were fine for the show. He then made slight
adjustments to the habit, and told me to see if it worked.
Meghan and I rehearsed at 11:00. We started with Act II and went over the scenes
several times. We finished up around 1:15 or 1:30m, and then made plans to meet up tomorrow
(Saturday) at 2:00.
I spoke with Diane today. I told her that I still did not feel comfortable asking Beau any
questions, because his reactions always seem negative. Once again she reminded me that from
her observations, and Kevin’s, it was evident that many things were exaggerated in the reports,
and that I should continue doing my best.
Meghan said that she heard me in the bathroom throwing up the other day. I am sure she
probably mentioned this to Beau or Sam. I still did not get any well-wishes or encouragement.

Saturday, October 31, 2015
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Today Meghan and I met at 2:30 to go over lines again. I decided that the only thing I
would concentrate on all day, were my lines. I also recorded my scenes on a tape recorder, with
me reading the lines of the other actors. As mentioned, I have done this before -- especially for
parts that I was asked to do at the last minute. I find it very helpful. I even listen to the
recordings, as I go to sleep. Somehow it seeps into my memory. There was no rehearsal today.

Sunday, November 1, 2015
Tonight I concentrated on working out the kinks with some of the notes that Beau gave
me. From this point on, my journal will probably sound the same: Notes from the director, and
how I will address the issues.
This time, my notes included:
•

On “I’m not a virgin, Doctor,” -- I said this too harsh. I will remember that I am
educating her. I will try associating Mother Miriam to Julia Roberts in Pretty Woman, on
this line. That way, I will deliver the line with humor.

•

On “It might please you to know that I was a failure as a wife and mother,” – I need to
punish myself more; I say this too easy. I will think of how painful it is to lose a
husband, and how it hurts me that my children won’t acknowledge me.
Today we also worked with the blood packets for the first time. The blood was too thick

and sticky. We will have to rehearse more with the packets in order to get it right.

Monday, November 2, 2015
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Tonight was a dress rehearsal. We were to be ready and in costume by 8:00. I arrived at
6:10, so I could be especially relaxed and prepared. I wanted to get dressed early, so I could take
some pictures of myself, to put on invitations. Overall I think I did a pretty good job with my
lines, except for one part, where Meghan and I had a silent moment on stage. It was where I say
the line, “Then why are you so obsessed with her?” This seems to be one of hardest lines for me
to remember. Why? I don’t know. Eventually we moved on and finished the play. I nailed it on
the second run.
I was a little late on one of the entrances during the first run because I couldn’t find the
opening to the curtains backstage in the dark. I asked Kevin and Diane to put some glow-in-dark
tape on the curtain so we could see. They ended up using a clamp to hold the curtain open. That
worked out much better during the second run.
Once again, we worked with the blood packets that Sister Agnes has to burst during the
final scene. Diane and Kevin were there to work out any problems with the packets. The blood
was still too thick, and very sticky.
Earlier today I had stopped by the Sisters of the Holy Family to speak with Mother
Superior General, Greta Jupiter. I had hoped that she would give me some useful information on
the lifestyle of nuns to help build my character. Unfortunately, she was not there.

Tuesday, November 3, 2015
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Today I stayed on campus after my classes to make sure I would be on time for
rehearsal. I ate in the campus dining room and was in the dressing room before the 6:30 call
time.
Before rehearsal Beau gave me a note that in Scene II I sat down too long. I wasn’t sure
of exactly where in the scene he was speaking of so I asked him to tell me. First he said it was at
the end of Scene II. But when I asked if it was in the final scene, he said ”No.” Then he gave
Jenny a look as if to say, “See what I have to go through?” Again, I guess I was asking too many
questions. I feel like I have to watch everything I do, and now I can’t ask any questions! Beau
also has a very bad habit of sighing really heavily while we are running the play. It’s very rude
and offensive. It gives me, and I’m sure the other actors, the impression that either we are doing
something wrong, or that he doesn’t have any confidence in our skills. Maybe he doesn’t want
to be here.
Today I discovered that on the line, “Then she’s a Goddamned Lie!” in Act 2, the best
reaction for Mother Superior was one of shock, amazement, and sheer panic, after realizing that
she actually said that. In other words, her reactions would be, “Huh? ! Did I just say
that?!” Then, “Oh, My God!” And finally, “What did I do?! I took the name of the Lord in
vain!” To me, this scene is one of the most powerful scenes in the play. As I thought about it, I
thought that this line reflects all of Mother Superior’s humanity, her frustration, her sensitivity,
her concern for Agnes, her regrets, and her doubts about God and herself. I believe that this line
is meant to be delivered as a total knee-jerk, gut reaction.

Wednesday, November 4, 2015
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Tonight I almost lost my cool when Sam asked me if I was listening to headphones while
I was on stage rehearsing. Her actual words were, “Maybe the reason why you are having
problems with your habit is because of your headphones. Are you listening to headphones
during rehearsal? Because Jenny said…” I cut her off before she could finish that statement. I
told her, “No, I am not listening to the headphones during my scenes. I listen to them when the
other scenes were going on. I have no intention of performing with them! Also, Jenny is not the
director!” At that point, I had to take a few deep, deep breaths, and step out for a minute. I
couldn’t believe that she had asked me that. And then to say that Jenny told her! Not only that,
it seemed so contrived. It was almost as if Sam was just waiting for the opportunity to say
something about my headphones, in front of Beau. My “few deep, deep breaths” turned into a
bathroom break.
What can I learn from this? As an actor, it is always good to have a few “SteamStoppers” in your pocket. These are tricks that you can use to deflate a situation, or calm
yourself, when you really want to go “off” on someone. Deep breathing exercises are always
good. But removing yourself from the situation and reciting a positive affirmation is sometimes
required.
When I returned to rehearsal, I asked Beau if I could say the line with “tiny bits of light”
that he had removed from the script when I was having trouble remembering it. But now I know
it and want to say it! He didn’t say anything. I plan on saying it. He did say that he liked the
way I delivered the line, “What the hell does the Catholic church have to do with you?” He
happened to arrive when Meghan and I were rehearsing that particular scene. He gave me a
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note to watch Agnes as she leaves in the scene where we are singing. That way, I will show my
concern for her.

Thursday, November 5, 2015

SHOW # 1

Today I stopped by the Sisters of the Holy Family Convent again. Mother Superior
General, Sister Greta, was not there again. I was able to contact her by phone. I asked if she,
and the other sisters, would be interested in coming to the play. I had to remind her of the plot.
She said that she had remembered the controversy it caused when the movie first came out. She
said that they would not be interested in attending. They do not encourage a life, other than the
life of chastity, that they had vowed to live by. I don’t know why I thought the Sisters would
come! As I think about it, they probably would get a lot of questions from other audience
members.
Tonight was the opening of the play. Overall, I think we did okay. There were a few
missed or “re-arranged” lines, but we got through it. The ice has been broken! I am thankful
that Meghan was able to cover for any mistakes that I had made. I hope I was able to do the
same for her. I never talk about Natalie remembering her lines because she seemed to know
them backwards and forwards when she was given the role. Meghan and I were once
reprimanded by Beau because we were not up to speed with her. Going over our lines as we
dressed helped. We were all able to “rescue” each other, if needed --which is what a good cast
does. I am sure that we will just get better with time.

Friday, November 6, 2015

SHOW # 2
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Tonight was our second and final show for this weekend. To an actor, there is always
something that he or she can work on in the quest towards perfection. For me, it is knowing my
lines without thinking about them. I am still thinking before I speak. I guess the only way to
stop this is to rehearse them over and over again until I know them backwards and forwards.
I think we all were a little nervous tonight, because The Kennedy Center American
College Theater Festival (KCACTF) reviewing committee was in the audience, evaluating the
play. This is an organization that promotes college productions, and makes recommendations for
qualifying shows to attend the Regional Festival.
Anyway, everything went fine. I remembered all of my entrances and sound cues. I had
no problems with wardrobe. My singing was great. Even the blood packets worked; however, I
find myself having to physically attempt to remove the packets from the stage if they fall off
during the final scene. Because I am already on the floor with Agnes, I simply make my way
over to the packet then go to stage left to toss them off. The blood still is really sticky, but
knowing that it is okay with Beau and Tony (the costume designer) that it is okay if we smear it
on our collars, relieves some of the anxiety. I’m happy to know that, because I think the more
blood the audience sees, the more real the effect.

Thursday, November 12, 2015

Tonight we had a line-through rehearsal, to refresh our memories of our lines, before our
next show on Saturday. It went really well. We zipped through the lines like true
professionals. Even Samantha the stage manager said that it was the best line-through that we
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had ever had. Rehearsal lasted for approximately one hour. I will utilize my time to study my
lines.

Saturday, November 14, 2015

SHOW # 3

Tonight’s show went okay. For some reason it felt like I had peanut butter in my mouth,
and a few of my lines came out somewhat distorted – at least that’s what I thought. My actions
and movements also did not seem true to me. Maybe it was because they came so naturally, that
I didn’t actually think about them as I did them. The audience didn’t seem to mind or notice, so
maybe it wasn’t as bad as I thought.
I still don’t think that I’m getting enough blood on me at the end of the show. In my
opinion, this would read much better to the audience. I had to pick up blood packets again. I can
count on at least one coming off each night. Once again, I inconspicuously put my hand over it
and tossed it off to the side of the stage.
At the end of the show, Agnes, Dr. Livingston and myself were really, really crying. I
know that this went over well with the audience. I notice that I tend to cry the most after Agnes
sings the last stanza of her song where she is singing about Charlie, the man who raped her. She
says he, “Gets his girl some candy...” To me, it’s the realization that Agnes was duped into
thinking that Charlie was, or could have been, God. That really gets to me.
We had a fewer people in the audience than I would have expected for a Saturday
show. This makes me wonder about how much advertising and promotion was done for this
production. I know that I personally did not like the poster. It was a cross with wings on it and a
snake -- like the kind you see on a medical logo. The poster was in dark blue hues. I think that
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the poster would have been more effective if it showed the three cast members in one of the final
scenes of the play.

Sunday, November 15, 2015

SHOW # 4

Today’s show went great! Some of my family members came to see the show – my son
Paris, and my uncles Eddie and Ernest came. After the show Ernest mentioned to me that he had
recalled an incident in New Orleans where some nuns were accused of getting pregnant and
burying their babies! I was shocked! I intend to research this further.
Before the show I requested an iron so that I could iron my bib. To me, Mother Superior
should always be impeccable and should definitely not have wrinkles. The stage manager
Samantha, and the assistant stage manager Julia, questioned why I needed an iron. They made
me feel as if it was an unnecessary request. Eventually they got one for me.
As an actor, I believe that it is important to do anything and everything that is true to your
character. From the time you wake up in the morning until the time you go to bed, there should
be some evidence of your character. Whether it is the way your character walks, talks, or combs
her hair, there should be some proof that you are constantly developing your character.
For the final shows, I will do my best to devote at least two hours before the show to
transform mentally, spiritually, and physically into Mother Miriam Ruth - Mother Superior. I
will meditate on what Mother Superior has been through in her life to make her become the
woman and leader that she is today. I will think of how Agnes’ pregnancy affects me, and I will
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remind myself that I need Dr. Livingston on my side -- for Agnes’ sake, as well as for mine. I
will become Mother Miriam Ruth, Mother Superior.
Thursday, November 19, 2015

SHOW # 5

This is our final week for the show! I wasn’t sure what kind of crowd we would have, but
it turned out to be pretty good. Earlier today I had to film a scene in John’s Acting for the
Camera class, so it caused a momentary distraction.
Once again, the show went well. I remembered my lines and my actions felt even more
true and real to me (the actor), and to me the character, Mother Superior. The hard work of
researching my character and finding discoveries during the rehearsal process proved successful
and worthwhile.

Friday, November 20, 2015

The Final Show!!!

SHOW # 6

Tonight’s show was Great. I felt as if my lines flowed and my actions were uninhibited. I
felt that I gave my character variety and movement that was organic. I really think that the entire
cast gave a stellar performance. The show was filmed, so I am particularly grateful for that.
Tonight the blood packs worked well and I got blood on me, which was nice. Everyone
who I have met after the shows, has been truly gracious and appreciative of our
performances. As with any role, the more you rehearse and study the script, the more
discoveries you will find, and the more likely you will be able to say, at the opening of your
show, “I did it! I did my best! And it paid off!”
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THE KENNEDY CENTER REVIEW
Kennedy Center American College Theater Festival (KCACTF)
(Reviewers: Pia Wyatt and Michael Boudewyns)

The purpose of the KCACTF is to inspire directors, producers, cast and crew members, to
consider every aspect of the final production, so that future shows can be better. These minor (or
major) observances could possibly affect the overall quality of the show and affect future
reviews. Because the representatives have no vested interest in the production, they are able to
give unbiased critiques of the overall quality of the production.
At the conclusion of the first week of the run of Agnes of God, two representatives from
The Kennedy Center American College Theater Festival (KCACTF), Pia Wyatt and Michael
Boudewyns, evaluated the UNO production to determine its production value, and to decide if it
would qualify to compete at a regional festival. This process included reviewing individual
performances, as well as the venue, lighting, sound, and technical aspects of the show. The
evaluation began as soon as the reviewers entered the UNO Performing Arts Center, and did not
end until the very last audience member had left the venue.

It was very interesting to compare the KCACTF’s findings with my own notes. Just a few of
the reviewer comments included:
•

Sound designers (Beau Bratcher and Diane Baas) were not mentioned in the program.

•

Starkness of house lights were “Unsexy.” House lights should go to half before
beginning the show.
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•

Hoover’s comment during the introduction of the show, on the size of the audience being
“Small but mighty” was Great!

•

Website not updated.

•

Poster didn’t match production.

•

Program Cover should show the production.

•

Liked the “Angel” (stage design).

•

Convent music was great, with women’s voices

•

Meagan’s light off stage should be stronger

•

Meg’s costume should have looked more professional.

Michael –
•

Dr.’s costume didn’t look professional.

•

Too many things happening at one time -- Needs to be choreographed

•

Hard time understanding

•

Moving furniture too distracting; attention not on vital information Dr. is giving. Dr’s
head is down while moving furniture.

•

Smoking – Should use electronic cigarettes. Smoke is unhealthy and a distraction to
audience.

•

Cigarette jokes were not funny.

•

Surprise that in Act II there was no smoking.

•

The actress playing Agnes had a nose ring.

•

Dr. Livingstone should put hair back so that audience could see her face.

•

Silhouette on Marie (Blackout too fast).

•

Stage positions - Too many side angles.
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•

Staging was not theatrical.

•

Meg in shadow; stand in twilight.

•

Need to use architecture of theater.

•

Each scene with Mother and Agnes should have been lighted differently.

•

Stage entrances should on the same side.

•

Agnes should totally reveal hands with Stigmata.

•

Blood packets – Need dripping blood.

•

Tori Amos music for Act II did not match show.

•

Actors needed to respond to echo on last lines of script.

•

Line stumbling,

•

Hypnotism – no tension; too fast; not specific enough

•

Work diagonals(?)

•

Tempo got slow at the end of Act I

Pia

Michael
•

From storytelling point of view – No furniture needed

•

Play seemed to be about sitting and switching up. Furniture is just a resting point.

•

Into intermission, Meg shouldn’t have to move furniture.

Pia

Michael
•

Moving furniture just a little is not enough.

•

Stage focus (???)
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•

Rosary – Don’t let Jesus hit the floor.

•

Meg didn’t need spotlight at end.

•

Curtain Call - Felt we should have been ourselves, not the characters.

•

Said we should all do curtain call together since our roles were equally important.

•

Intermission was not clear.

Pia

I can honestly say, that I agreed with everything that the KCACTF said, and did, in regards to
the UNO production of Agnes of God, with the exception of one thing – the timing of the
evaluation.

Still, I was so impressed the forum and the thorough evaluation of Agnes of God, that I
decided to attend the forum for the play Two Rooms -- a play that ran in conjunction with Agnes
of God.
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PRODUCTION AND SELF EVALUATION
Thomas Edison once said, “I have not failed, I have only found 10,000 ways that won’t
work.”

While it is every actor’s intention to put forth his or her best efforts and have an excellent
run of a show, undoubtedly there will always be obstacles, both anticipated and unexpected, that
will affect the overall quality and production value of a show, and one’s personal
performance. In the case of Agnes of God, I wish that I could say that my experiences were
always positive, and that the run of a show was always pleasant. However, from the initial line
reading of Agnes of God, I knew that this was going to be by far the most difficult and
challenging experience of my theatrical career. It was also going to be unlike any other
production that I had ever been involved with. As mentioned, this was primarily due to the
challenges I faced with David Hoover’s attempt to dismiss me from the UNO M.F.A. Theater
program. As a result, I experienced extreme tension and anxiety throughout the rehearsal period
and the run of the show. I did not feel the freedom to fully express myself during discussions
with the cast and the director, nor with my thesis committee. I also did not feel free to
experiment or try new, or learned acting techniques, for fear that my actions would be
misconstrued (and ultimately reported in the nightly rehearsal reports) as unprofessional or
problematic. As an actor, it is an awful feeling to feel stifled and inhibited. I definitely believe
that this affected my overall ability to add even more dimension to my character of Mother
Superior, by tapping into my character’s nuances and potential. Like a caged cricket, who
wanted to leap upwards and outwards each night, only to be netted within inches of the cage
hatch, I felt trapped and inaccessible to my discoveries.
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While I felt that the final/end product of Agnes of God was very good, personally, I
believe that the UNO production lacked a cohesion that could have been easily achieved, had the
director, Beau Bratcher, taken the time to support the cast, through encouraging words, more
creative input, and a sense of actually being present. Even when I was very ill one night, and
asked to be dismissed early (after “spewing my guts out” in the ladies dressing room), Beau
showed no sign of concern, but rather, gave me a look of disgust and anguish. I never received
any words of encouragement throughout the entire run of Agnes of God, which would have
definitely helped in learning the blocking and lines in this play.

While dealing with a difficult stage manager or director is always a possibility in the field
of acting, one positive thing that resulted from the unfair disadvantage that I experienced during
the UNO production of Agnes of God, was my ability to draw from the knowledge and
techniques that I uncovered in my studies of Sanford Meisner, Kristin Linkleter, and other
masters of theater and performance. I now know of tangible resources that can help me, if ever I
reach my tolerance climax, and want to give up or give in. These skills can help me go just a
little bit further, when all else fails -- an asset which will definitely prove useful in the field of
acting.

In acting, as in life, there will always be people who will try to ruffle your feathers.
Likewise, there will always be unfair circumstances that will challenge your ability to showcase
your very best. But fortunately, there will undoubtedly, also be someone in your corner who will
appreciate your talent and unique acting methods and style; Someone who will not simply rely
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on the biased opinions of others, but rather, take the time to actually evaluate your circumstances
or situation, before passing judgment; And someone who will help to make your experience not
just tolerable, but possibly even pleasurable. I had the pleasure of working with some of these
very people. These academics, which included some very good instructors and mentors, inspired
me to do my very best, and never give up despite the situation, or how it could potentially turn
out. These people included my thesis committee -- Diane Baas, Kevin Griffith and Erik Hansen,
and former UNO M.F.A. Theater graduates John Neisler and Sam Malone. To them I say
“Thank you!” And, “I appreciate you!”

In regards to playing the role of Mother Superior, I would hope to one day reprise the
role, or possibly play the role of Dr. Livingston. I feel that the knowledge and understanding that
I have gained through my research about Catholicism and the rituals and practices of nuns, that I
would be able to bring even more essence and purity to my portrayal of either character.
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VITA

Venita “Vinnie” Matthews was born and raised in New Orleans, LA. She has performed at a
number of playhouses throughout the city. She was nominated for a 2013 Big Easy Award for
Best Actress for her role as Sister Margaret Alexander, in James Baldwin’s The Amen Corner,
staged at The Anthony Bean Community Theater. Also known as “Lady Chameleon,” Vinnie
attributes her ability to fully immerse herself into a character due to her background and
experience in a variety of fields -- She was once known as, “The Hot Dog Lady,” while vending
gourmet hot dogs out of the back of her truck; She is a certified water aerobics and swim
instructor; and she served in the United States Marine Corps (USMC), where she earned a
meritorious promotion for Excellence and Attention to Detail. She has also worked in the
Hospitality, Medical, and Finance Industries. In 1996, she graduated Summa Cum Laude from
Southern University at New Orleans with a BA degree in Psychology, which she believes, helps
her to add dimension to her characters. She is the proud mother of Paris Djabril Matthews, who
graduated from the University of Louisiana at Lafayette in 2015, in Sports Management. She is
the daughter of Christine Matthews, a recipient of the Rockerfellow Foundation Fellowship
Award and the Orleans Parish School Board Teacher of the Year Award. She currently resides
in New Orleans with her three dogs: “Ms. Stella Mignon Faget”, “Ms. Zou-Zou Lizette Pichon,”
and “Ms. Pixy LaRoux Coutille.” She also has one cat: “Ms. Nanette ‘Ninny’ Lamour
Cheri.” She aspires to continue pursuing her acting career, and one day earn the lead role in a
Broadway play, and in Film.
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“Lord, Thank you for allowing me to complete the UNO M.F.A. Theater Program.”
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